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Abstract 
In the present thesis, Alojz Kodre’s translation of Douglas Adams’ The Hitchhiker's Guide to 
the Galaxy has been analysed in accordance with the method devised by the French 
translation critic Antoine Berman. The aim has been twofold: to determine whether Kodre’s 
translation project had been realised successfully in Štoparski vodnik po galaksiji and to 
evaluate the usefulness of Berman’s method. 
As the basis for the analysis, the importance of translation criticism is presented, which is 
followed by a presentation of the critic Antoine Berman. The method he set up and all the 
steps he proposes are described in detail. Firstly, they include several readings of the 
translation as if it were an original work and secondly, several readings of the original. These 
readings are followed by a comparison of the two works on the basis of the previously 
determined translation project. In the final part, Adams’ novel and Kodre’s translation are 
analysed in accordance with the discussed steps. On this basis, conclusions on the translation 
and the translation criticism method are drawn. 
Key words: translation criticism, Antoine Berman, Alojz Kodre, Douglas Adams, The 
Hitchhiker's Guide to the Galaxy, Štoparski vodnik po galaksiji 
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Izvleček 
V magistrski nalogi se po metodi francoskega kritika Antoina Bermana analizira delo The 
Hitchhiker's Guide to the Galaxy avtorja Douglasa Adamsa, ki ga je prevedel Alojz Kodre. 
Namena analize sta dva: ugotoviti, ali je Kodre s Štoparskim vodnikom po galaksiji uspešno 
uresničil svoj prevajalski projekt in ali je Bermanova metoda za ta postopek uporabna. 
V teoretičnem delu sta predstavljena pomen kritike prevodov ter življenje in delo Antoina 
Bermana. Nato je podrobno opisana njegova metoda z vsemi potrebnimi koraki, ki med 
drugim vključujejo večkratno prebiranje prevoda brez razmišljanja o izvirniku in določitev 
prevajalskega projekta. Šele potem sledi analiza izvirnika in primerjava na podlagi projekta. V 
končnem delu sta v okviru opisane metode analizirana Adamsovo delo in Kodretov prevod. 
Na podlagi tega so oblikovani zaključki glede uspešnosti prevoda in uporabnosti kritiške 
metode. 
Ključne besede: kritika prevodov, Antoine Berman, Alojz Kodre, Douglas Adams, The 
Hitchhiker's Guide to the Galaxy, Štoparski vodnik po galaksiji 
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The aim of the present thesis is to analyse Alojz Kodre’s translation of Douglas Adams’ novel 
The Hitchhiker's Guide to the Galaxy in order to discover how successfully the translator has 
realised the author’s vision and how successful Berman was in devising a comprehensive, 
easy, and objective method of translation criticism. 
The analysis provides a piece to the mosaic of data relating to the usefulness and objectivity 
of Berman’s method so that it could eventually be evaluated on a larger scale. This is 
important because a research sample of many can lead to more interesting and reliable results 
compared to a sample of just one, as is the case in the present thesis. 
Baker (1997, 205) in the Routledge Encyclopaedia of Translation Studies claims that as 
important and inseparable translation criticism is from translation itself, it has not yet 
“developed fully as an art,” partly because it is difficult to fairly judge an activity as 
subjective as translation and partly because translation itself is not held in high regard. This, 
however, has not stopped numerous scholars trying to find the most appropriate way to review 
translations and the thesis at hand is a small contribution to the potential eventual discovery of 
a generally applicable method for translation criticism. 
Antoine Berman was a scholar who believed he had discovered an approximation of an 
objective translation criticism method. The aim of this thesis is to assess the method against a 
popular translation of a novel from English into Slovenian. Berman’s design is ambitious, 
perhaps overly so, therefore one of the questions the present thesis attempts to answer is 
whether it is sensible to undertake such a complex and long-lasting process when evaluating a 
literary translation. This evaluation is based on the translation criticism of the novel Štoparski 




In the theoretical part, the importance of translation criticism is presented, followed by a 
presentation of Antoine Berman’s life and work as a preface to a detailed presentation of his 
method. This includes a description of the translation phases Berman establishes to be the 
most important as well as a description of what he deems to be productive criticism. In the 
practical part, an analysis of the translation is undertaken. The analysis follows the steps 
Antoine Berman devised and thus begins with a presentation of the translator of the novel 
Alojz Kodre and his translation process. This is followed by the readings of the translated 
novel, where key textual zones are discovered and the readings of the original novel following 
the same approach, including the establishment of a formal structure. Finally, the comparison 
of the two is presented. 
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2 The importance of translation criticism 
When reading a work of literature written by an author whose native language is different 
from ours, it is every reader’s wish that the experience of reading the translated work will 
rival that of reading it in the source language. We hope that the person (translator) who 
enabled us to experience another world and a different voice took their time and did their best 
to recreate the original text in our native language so that this wish of ours may be fulfilled. 
The purpose of a translation critic is to determine how well the translator succeeded in their 
task. 
“Because he is responsible1 for his work, the translator can and must be judged,” claims 
Berman (2009, 45); over are the times when a translator was able to manipulate a text without 
scrutiny or even dared to write something completely different and sell it under the name of 
the original. Berman is not the only person studying translations who puts great emphasis on 
translation criticism. Sharing similar sentiments is also Peter Newmark, who sees in 
translation criticism an “essential link between translation theory and its practice” (Newmark 
1988, 184), “an essential component in a translation course” (ibid. 185) and even “the 
keystone of any course in comparative literature, or literature in translation, and a component 
of any professional translation course” (ibid. 185). Basing this on the studies published by 
several different scholars, Mona Baker’s Routledge Encyclopaedia of Translation Studies 
(1997) tells us that: 
[d]espite the ‘stumbling block’ that evaluation presents, translators and translation 
scholars alike increasingly recognize its importance. As a ‘special kind of critical 
activity’ […], it must be distinguished from the forms of criticism implicit in the 
activity of translation itself […]. At least one scholar has suggested that 
translation criticism be considered a separate area of applied translation studies 
[…]. Others have stressed its importance as a ‘link’ between translation theory and 
practice […] and a ‘weapon in defence of the profession’ […]. 
(Baker 1997, 205) 
Zavarynska and Toborek (2019, 86) claim that translation criticism should be perceived as an 
inherent part in the translation process. In addition, “[t]here is also no stated standard for 
                                                 
1 Unless otherwise specified, all the emphases were created by the author of a work and 
copied  exactly in the present thesis. 
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translation – depending on the purpose, the effect of a translation process can be better or 
worse” (ibid. 87). The role of translation criticism is therefore to analyse and assess the 
translation and its effect, referring to the “goals, methods used and translator’s input” 
(ibid. 89). The two authors conclude that “[d]eveloping this field of translation studies is a 
good way to amend the translation process in general” (ibid. 89). 
The ones requiring criticism the most are the works themselves: “[t]hey need criticism to 
communicate themselves, to manifest themselves, to accomplish themselves and perpetuate 
themselves. They need the mirror of criticism” (Berman 2009, 26). However, translation 
critics should not fall into the trap of misunderstanding what the word itself seems to suggest, 
namely that the task of a critic is not only to criticise. “[A] purely negative criticism is not a 
true criticism” (ibid. 26). It often happens that the critical texts written because of this need 
achieve quite the opposite: “criticism makes the works more distant; it obscures, smothers, 
almost kills them” (ibid. 26). It is not imperative for a reader to study the whole body of 
critical works in addition to reading the work itself, but the fact that critical works exist 
modifies both the work and the experience of a reader (ibid. 27). 
Pasternak in his essay states that “[t]ranslations are conceivable because ideally they too must 
be works of art, and must, by virtue of their own unrepeatability, stand on the same level as 
the originals, even while sharing their text” (Pasternak 1974 cited in Berman 2009, 17). A 
similar sentiment is repeated in Hewson (2011, 1): “[a] published translation is a paradoxical 
object. It is a substitute for an existing, original text and yet is a text in its own right. It is 
commonly perceived as being the same as the text it replaces, yet is inevitably and irreducibly 
different.” Berman (2009, 27) further develops the close relationship between the original text 
and its translation by linking into it the importance that criticism bears on the works and “their 
expression, fulfillment, survival, and circulation”. In addition to translation having a “more 
obvious empirical necessity” (ibid. 27), “the translator acts like a critic at all levels” (ibid. 28). 
Because a translation differs from the original text despite having the same content, it must be 
evaluated both as being good on its own merits and in relation to the original. This explains 
the vital need for translation criticism. The described relationship is a complex one and good 
translation criticism can bring clarity to it, facilitating and encouraging successful translations, 
and by doing so bringing joy to authors, translators, and readers. 
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3 History overview 
3.1 Translation 
Learning the history of translation is one of the steps both a translator and a critic have to take 
in order to do their respective jobs well: “[f]or the translator the history of translation is thus 
something that one must inevitably know […] either to fit into a tradition [...] or to break 
away from it,” claims Berman (2009, 47). According to Berman, studying translation history 
has to be part of any translation process or translation analysis. 
However, given that Kodre has no formal education in the field of translation, it can be 
assumed that the traditional guidelines had little effect on his work. Therefore, there is no 
need for the analysis to rely on history either. Kodre himself mentions in an interview (Kučič 
and Potočan 2016) that before translating this novel, he had not yet established a system of 
translating, he only knew that the translation had to be precise. He focused on the translation 
having the same effect on the reader as the original supposedly did. This is what, in Kodre’s 
opinion, a translator should primarily strive for. 
3.2 Antoine Berman 
The translating career of Antoine Berman began when he returned home to Paris from 
Argentina and wished to share the works of the authors he discovered there with the French. 
Soon, he became the director of the collège founded by François Chatelet and Jacques 
Derrida, offering seminars on language completely independently of the French university 
system. Berman led several of the seminars himself. Later, he was asked to found a translation 
centre but the lack of funding forced him to work alone, which did not stop him from 
organising workshops, publishing booklets on terminology and specialised translation, and 
writing books on translation studies. (Berman 2009, xvi) 
As he claims himself in the introduction to his last and “most ambitious” (Berman 2009, vii) 
work, Berman devoted his whole life to the study of translation, reading and rereading 
countless authors who wrote about literary and translation criticism. He discovered that there 
are almost as many approaches to criticism as there are authors, from dealing with target 
culture to comparing translation and the original with the intention to find “defects”, which 
led him to “develop a method that is specific to translation” (ibid. viii). At first, it seemed that 
such a classification would not be possible since the vast majority of translation criticisms had 
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largely different goals (ibid. 31). He also did not find much merit in criticism only meaning 
judgement and he wished for it to mean more: “a rigorous analysis of a translation, of its 
fundamental traits, of the project that gave birth to it, of the horizon from which it sprang, of 
the position of the translator […], bringing out the truth of a translation” (ibid. 3). 
In order to find the genre of translation criticism and “consistent examples” of it, one must not 
be satisfied with various comparative analyses, however well-thought out and complex they 
may be. Berman also rejected the widely-used notions of faithfulness, fidelity, and 
equivalence (Berman 2009, viii), because they inevitably lead any analysis straight into 
judgement of the translation for not being exactly the same as the original (ibid. 29). He took 
the words of Georges Mounin (1955 cited in Berman 2009, 29): “[a]ll arguments against 
translation are summarised with one: it is not the original” and expanded on them, saying that 
it is too easy to claim that the fact the translation is not the original means that it is also 
inherently worse than the original (Berman 2009, 29). 
Berman preferred to focus on criticising the translation as a work of its own merit while still 
agreeing that the preservation of meaning was important. However, “it must be understood 
within a new language world [therefore] it must establish its validity within it in a new way. 
Thus every translation is at the same time an interpretation” (Berman 2009, viii). The 
criticism of a translation is analysing a text that is also based on the criticism of an original 
work (ibid. 28). He struggled with the criticism practices prescribed by his predecessors, 
claiming them to be “an erudite, pseudo-scientific, or purely formalist degradation of his 
practice”, and because of that difficult to undertake (ibid. 27). 
Among all the different translation criticisms, Berman found specifically two types of 
analyses: the most popular one of “compar[ing] and confront[ing]” (Berman 2009, 31), and 
the more specialised one of “reconsitut[ing] the fundamental traits of a translation, and even 
of the whole work of a translator” where “the translation under study is situated in its entire 
historical context and compared to other translations from the same period” (ibid. 31). Even 
though they share a formal structure, the former are characterised by some of Berman’s most 
notable sources of vexation; namely, a determined search for deformities and a lack of search 
for potential reasons behind those alleged deformities, together with a lack of ambition, form, 
or methodology. He even goes as far as to classify these as “naive” (ibid. 31). The latter, in 
addition to being so specialised that they are unreadable for a non-academic reader also lack 
form and methodology (ibid. 32). In search of a specific form, Berman looked into two 
schools of translation analysis discussed in the following chapter. 
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4 Method 
The section titles in the present thesis closely follow Berman’s design and thus correspond to 
the section titles in Berman’s book (2009) Toward a Translation criticism as translated by 
Françoise Massardier-Kenney. His design is presented in this chapter and the analysis of Alojz 
Kodre’s translation of Douglas Adams’ Hitchhiker’s Guide to the Galaxy (2017) is presented 
in chapter 5. Berman based his criticism on the writings of Walter Benjamin and also relied on 
post-Heideggerian hermeneutics to “clarify and order (but not systematize) [his] experience of 
the analysis of translation” (Berman 2009, 5). 
The method Berman envisioned puts the translation at the very centre of any translation 
criticism, which is shown by his insistence on reading and rereading the translation without 
thinking about it having an original. On the first reading, the translation must be considered an 
autonomous text lest the critic, consciously or unconsciously, judges it too harshly and 
immediately puts it into a submissive role by comparing it to something that should have been 
(Berman 2009, ix). This is because according to Berman a translation can never reach the 
ideal of the original and all translators fail at the impossible task of telling the exact same text 
through a completely different medium. Berman’s method being different from the previous 
theories in such a fundamental way is part of the reason it was chosen to assess Kodre’s 
translation of Douglas Adams’ most famous work. 
What follows is the style analysis of the source text, including, but not limited to, rhythm, 
semantics, and metaphors. This should in theory somewhat mirror the work of the translator 
since such an analysis should “serve as the basis for the translation”, according to Berman 
(2009, ix).  
Even after all this, there is still additional research to be done before moving on to a 
comparison. In order to determine the translator’s “translating position”, “translation project”, 
and “translating horizon”, they need to be researched; not to prescribe what the translator 
should have done but to understand why they did what they did. Once the translator’s position 
and their placement in a certain historical and geographical environment is sufficiently 
understood, the critic can move on with the comparison and analysis (Berman 2009, x). 
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To set up a form of the analysis, Berman drew from two schools so as to focus on a specific 
form of translation analysis: 
[…] a discursive structure sui generis, adapted to its subject (the comparison 
between an original and its translation[s]), a form sufficiently individuated to be 
distinguished from other types of analysis. I also mean a form that is self-
reflecting, that thematizes its specificity and, thus, produces its methodology; a 
form that not only produces its methodology but attempts to found it upon an 
explicit theory of language, of text, and of translation. 
(Berman 2009, 32) 
This is a fairly ambitious design and through setting it up and analysing a work in accordance 
with it, the aim of the present thesis is to discover whether this is a possible and worthwhile 
effort in translation analysis. Despite its complexity, this method already displays an evident 
advantage – its flexibility. Because the methodology of the criticism is not unified and is 
determined during the process of criticism itself, there is nothing to prescribe. Therefore, any 
tendency to prescribe is eliminated from the process allowing the critic to determine what the 
translator set out to do and whether they succeeded instead of pushing the critic’s own 
expectations on the unsuspecting translator. 
The following paragraphs describe the two opposing schools between which Berman 
masterfully finds balance. 
The first school of translation Berman looks at is Henri Meschonnic’s engagé analyses 
(Berman 2009, 32). These closely follow “an entirely predetermined idea of translation and its 
tasks” originating from the fields of knowledge dealing with language such as linguistics, 
semiotics, and poetics (ibid. 32). Because these analyses are “source oriented” (ibid. 36) and 
their primary function is thus defending the original text, they have the dreaded flaw of 
attacking the translations for not conforming to a strict set of predetermined rules (ibid. 32). 
Even when they do discover the possible causes for the alleged failings, they refuse to analyse 
how they came about, blaming the translator directly (ibid. 33), almost displaying “self-
satisfaction” and “carelessness” (ibid. 34). Berman rejects this sort of rigorous, negative 
methodology. However, it did help in his search for a distinctive form of translation analysis. 
Therefore, the foundation that the critics adhering to the described methodology have built 
must not be disregarded or belittled (ibid. 35). 
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The other source in Berman’s search for the ideal form of translation analysis is descriptive 
socio-critical analyses typical of the so-called Tel Aviv school. The most visible representative 
of it is Gideon Toury, who is heavily quoted in Berman (2009, 36). These analyses are target 
oriented, which means they do not work from a prescriptive point of view and aspire to 
approach translations “in a neutral, objective, and ‘scientific’ way” (ibid. 36) while still 
condemning translations for their inherent secondariness (ibid. 39). Because translation norms 
greatly influence any translation, Berman states that “[t]o analyze a translation without going 
back to the system of norms that shaped it, then to judge it on this basis, is [...] absurd and 
unjust” (ibid. 39). 
We can see that while Berman learned much from the two above-mentioned schools, perhaps 
the most influential thing he learned was what not to do. The main notion he never forgets and 
always emphasises is that it is imperative for the critic to find the reasons for any failings on 
the translator’s part. Even better is to first question whether they are actual failings or merely 
unrealised expectations on the critic’s part. 
4.1 Setting up a method 
Berman drew from several influences to devise a “possible analytical path” (Berman 2009, 
49), which has several stages. The preliminary work consists of several readings of the 
translation, the original, and parallel readings of both. This is followed by the examination of 
the translator and their framework in order to determine whether they succeeded in what they 
were attempting to do or not (ibid. 49). The whole process is described in detail in the 
following chapters. Berman is consistently careful to adhere to his own words and does not 
try to “regulate translation practice in any way” (ibid. 53), since he fears that instead of 
building a discourse around translation or in addition to it, various experts on literary 
translation would prescribe translators what they have to do (ibid. 53). 
4.1.1 Translation reading and rereading 
The first readings of the translation are the most important part of a translation analysis 
according to Berman. In order to “suspend any hasty judgement” what is needed above all is 
“a long, patient activity of reading and rereading the translation(s) while completely setting 
aside the original text” (Berman 2009, 49). Ignoring the original and resisting the urge to 
compare is so important at this stage that Berman emphasises it several times. The first 
reading should be treated as any other work in the target language, and only during the second 
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reading it is allowed to be treated as a translation so as to notice a “conversion of perspective” 
(ibid. 49).  
The aim of this part of the process is to discover what Berman describes as follows: 
[…] whether the translated text ‘stands’. ‘To stand’ has a double meaning: to stand 
as a written text in the receptor language, in other words, primarily, not to be 
outside the written norms of this language, and to stand, beyond this basic 
requirement, as a real text (i.e., something that has a systematic correlative, and 
organic character in all its constituent parts). 
(Berman 2009, 50) 
In many words, this simply means that first the critic has to find out how well written the text 
is and how well it flows. Here is where a possible problem emerges. How can one objectively 
determine the fluidity of a text when every reader experiences the text subjectively? However, 
Berman uses the expression “in the most elementary sense” (2009, 50) so it is possible that 
only the intuition of a native speaker and reader is required for this. 
The rereadings of the translation also help locate “textual zones” (Berman 2009, 50) that are 
either in some way problematic or exceptionally well done. The issues could be anything from 
the loss of the rhythm to the text being weak, too fluent, or seemingly out of place. On the 
other hand, the reader can get the feeling that “a foreigner’s writing harmoniously moved into 
[the target language] without any friction” and thus senses a remarkable “grace and richness 
in translated text” (ibid. 50). These are what he calls “impressions”, which serve as a 
foundation for future analytical work; however, a critic must not rely on these, since they are 
often misleading, and rather aspire to do a rigorous and precise analysis. 
The intuition of a native speaker is not very tangible and is a bad guideline for determining 
the quality of the text discussed in the thesis. This is why a book by a writer and researcher of 
language and cognition, Steven Pinker (2014), has been consulted to find out what else, 
beyond grammatical correctness, coherence, and the absence of confusing text constitutes 
good writing. 
Through the analysis of several people writing differing memorable texts on death, Pinker 
(2014) discovered common characteristics of their universally recognised good writing. These 
will guide us through the reading and rereading of both the original text and its translation to 
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help determine appropriate “textual zones”. Besides the authors’ passion for the subject and 
the tendency to show rather than tell, Pinker lists the following characteristics: 
an insistence on fresh wording and concrete imagery over familiar verbiage and 
abstract summary; an attention to the readers’ vantage point and the target of their 
gaze; the judicious placement of an uncommon word or idiom against a backdrop 
of simple nouns and verbs; the use of parallel syntax; the occasional planned 
surprise; the presentation of a telling detail that obviates an explicit 
pronouncement; the use of meter and sound that resonate with the meaning and 
mood. 
(Pinker 2014, chapter 1) 
In order to highlight good practices, Pinker also calls upon an ideal that he claims to be the 
classic style to show examples of bad practice, which good writers should use only when they 
serve a real purpose and not as fillers: “metadiscourse, signposting, hedging, apologizing, 
professional narcissism, clichés, mixed metaphors, metaconcepts, zombie nouns, and 
unnecessary passives” (2014, chapter 2). Metadiscourse means writing about what the author 
is writing and, similarly, signposting means setting up a preview of what’s to come. Good 
writers should also avoid hedging, which is avoiding assertions by qualifying everything 
written with a variant of the word virtually or turning adjectives into gradients by using 
unnecessary qualifiers. Clichés should be worded afresh and metaphors checked for original 
wording. Employing abstract rather than concrete structures, such as turning verbs into nouns 
and using passives is also not desirable in the classic style. 
Lessons about good writing have also been taken from the tenth edition of Style: Lessons in 
Clarity and Grace (Williams 2010), a revered guide to style that focuses on style, clarity, 
grace, and ethics of style. Williams provides us with principles whose aim is twofold: to help 
us learn to revise our writing as well as that of other authors and to help us understand how 
readers perceive a text (Williams 2010, xi). 
One of the first ideas mentioned is a coherent organisation of complex ideas (Williams 2010, 
3), because no matter how motivated a reader is to read any given text, it still needs to be clear 
and coherent for them to actually take something from it. When writing is not coherent, it 
reminds the reader of political, legal, or academic texts and thus evokes unpleasant feelings, 
perhaps even aversion. That cannot be called good writing. Williams determines possible 
reasons for unnecessarily unclear writing (2010, 6): hiding ignorance about a topic, conviction 
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that complex writing must mean complex thinking, intimidation of a new topic, and even 
simply not knowing what readers might find too complicated. Luckily, Williams also provides 
examples of clear and unclear writing and how to determine each of them.  
As the first principle, he highlights making the main characters the subjects of the sentences 
and the main actions they do as verbs (Williams 2010, 29). This is an indirect way of telling 
us to avoid the passive voice and not turn verbs into abstract nouns, especially when trying to 
also make them subjects, when that is wholly uncalled for and would serve no actual purpose. 
There are of course exceptions, such as making a passage more coherent by shifting focus 
(ibid. 56) and shortening subjects with the former (ibid. 65) or referring to a previous sentence 
with the latter (ibid. 42). Characters and therefore subjects do not always have to be actual 
people. This is mainly because an author does not always write about actual people, but even 
with abstract ideas they can still utilise the principle by turning abstract nominalisations into 
“virtual characters” (ibid. 52). Adhering to this advice results in sentences being concrete, 
concise, clear, and coherent (ibid. 37). However, it should be noted that aspiring to create 
clear sentences does not equal oversimplifying one’s writing (ibid. 43).  
Furthermore, Williams stresses that to be clear a text needs to be cohesive and coherent (2010, 
67). That is to say that the end of a sentence has to set up the beginning of the next (cohesion) 
and that all the sentences of a passage have to form a whole (coherence) (ibid. 67). For a 
paragraph to be coherent, the sentences have to share related subjects, common ideas, and 
there has to be one topic sentence that is supported or developed by the rest (ibid. 72). 
In addition to the previously mentioned markers of the so-called “local coherence”, Williams 
(2010, 179) presents rules to create a text that is coherent as a whole. The beginnings and ends 
of different sections have to be clear, the introduction to a section as well as its point have to 
be immediately recognisable, and the point then has to be developed satisfactorily (ibid. 179). 
In an even more overarching way, everything stated has to be relevant to the point of the text 
that is ordered in a way that makes sense (ibid. 182). 
Concision is another quality of a good text; Williams (2010, 101) even goes as far as claiming 
it to be “style’s first grace”. The ways of achieving it appear to be simple (ibid. 101): the 
author needs to use affirmative instead of negative language and avoid meaningless words, 
repetition, and phrases that could be told with a single word. The author also does not need to 
state what is already implied. The concept of concise writing closely relates to metadiscourse, 
also mentioned by Pinker, which can be useful in letting the reader know the level of the 
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author’s certainty in what is written and showing where the text is leading them, but only if 
there is not too much of it to smother the actual content (Williams 2010, 111). Despite the 
suggested tendency to avoid everything unnecessary, this level of concision comes at the price 
of the author’s individual charm and elegance, and therefore only they can decide to what 
extent they would follow through with the trade-off (ibid. 116). 
At this stage, Berman’s deforming tendencies (Berman 2017 and Venuti 2000) will also be 
consulted and kept in mind: 
1. Rationalisation 
Rationalisation pertains to the syntactic structures of the original and readjusts them in 
accordance with a certain idea of a discursive order limiting the innate freedom of the prose, 
including, but not limited to, repetition, clauses without verbs, and long sentences. It tries to 
undo what it perceives to be imperfections but in doing so it changes one of the fundamental 
characteristics of prose, where prose wishes to be concrete, rationalisation creates abstraction. 
“The signifying shapelessness indicates that prose plunges into the depths, the strata, the 
polylogism of language. Rationalization destroys all that.” (Venuti 2000, 288) 
2. Clarification 
Clarification is a direct consequence of rationalisation which, through turning what is 
polysemous to monosemous and explaining instead of translating the literal, brings to light 
what was intended to stay hidden. 
3. Expansion 
Translations can often be be longer than the originals. However, despite rationalisation and 
clarification trying to explain the hidden, they only manage to bloat the text damaging its 
rhythm. “It is often called ‘overtranslation’” (Venuti 2000, 290). 
4. Ennoblement or popularisation 
Ennoblement aspires to improve upon the original text making it more elegant and readable. 
“[Ennoblement in prose] consists in producing ‘elegant’ sentences, while utilizing the source 
text, so to speak, as raw material. Thus the ennoblement is only a rewriting, a ‘stylistic 
exercise’ based on – and at the expense of – the original.” (Venuti 2000, 290) 
5. Qualitative impoverishment 
“This refers to the replacement of terms, expressions and figures in the original with terms, 
expressions and figures that lack their sonorous richness or, correspondingly, their signifying 
or 'iconic' richness.” (Venuti 2000, 291) By replacing expressions rich in terms of sound and 
 18 
music with other ones, a translation lacks the original’s expressive quality, the very thing that 
addresses the reader. 
6. Quantitative impoverishment 
Expansion is often used to cover up the lexical loss that is quantitative impoverishment. 
Authors sometimes use multiple signifiers to describe one signified without a reason or 
explanation and when a translator decides to only use one, the signified becomes 
unrecognisable. 
7. The destruction of rhythms 
Rhythm is fundamental to a text and prose as a whole is in constant flux, which is why 
destroying the rhythm is incredibly difficult. A translator can merely distort the rhythm by 
revising punctuation marks according to their own design. 
8. The destruction of underlying networks of signification 
A work of literature contains a hidden dimension, a so-called subtext formed by an underlying 
web of certain signifiers that an author used instead of others intertwining with one another. 
9. The destruction of linguistic patternings 
The systemic nature of text extends beyond the level of signifiers to the type of clauses and 
sentence structures, exemplified by the use of tense or a certain kind of subordination. 
Because of rationalisation, clarification, and expansion, linguistic patternings are destroyed 
and a text becomes at the same time more homogeneous and incoherent. 
10. The destruction of vernacular network or their exoticisation 
For prose to be multilingual and concrete, it needs to include the vernacular “because the 
vernacular language is by its very nature more physical, more iconic than 'cultivated' 
language” (Venuti 2000, 294). A goal of prose can be to revive vernacular language as its 
deletion is a serious attack on prose. Traditionally, the vernacular is preserved through 
exoticisation, e.g. italics and additional comments from the translator. 
11. The destruction of expressions and idioms 
Prose is filled with images, expressions, and proverbs emanating from the vernacular, which 
can mostly be found in linguistic features of other languages. However, an equivalent does not 
necessarily translate the original image. 
12. The effacement of the superimposition of languages 
This is perhaps the biggest danger to the heterogenity of a text if a translator does not succeed 
in translating the relationship between different idiolects used in the work. 
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By this point three phases of Berman’s analysis have been determined: 
 reading the translation, 
 rereading the translation, and 
 forming an impression (Berman 2009, 51), 
together with some tangible guidelines to accomplish these phases. It is essential to remember 
that this is only the first and preliminary phase of the analysis, and yet needs to be done with 
great care without any illusions of objectivity. An impression is just that – an impression, 
based on nothing more than a native reader’s intuition. However, these steps are the basis for 
everything that comes after. It does make sense that the work being analysed is set in the core 
of the process. Beginning the analysis by forgetting that the work needs to be compared to an 
original is expected to free the critic from evaluating it in advance as something not quite 
good enough thus making it more possible for them to be an impartial judge. However, it is 
doubtful that it is possible for the critic to completely disregard the original at this stage. They 
know it exists and that knowledge is expected to influence the readings of the translation. 
4.1.2 The readings of the original 
The reading of the original text should come after the reading and rereading of the translation 
and “quite apart from them” (Berman 2009, 5). This means that when reading the original, the 
reader should also forget about the translation, while still holding in mind the previously 
discovered textual zones (ibid. 51). This reading acts as a “textual pre-analysis” in order to 
find the stylistic characteristics of the original, including “types of sentences; types of 
propositional sequencing; and types of usage of adjectives, adverbs, tense, prepositions, […] 
recurring words, [...] [and] rhythmic patterns” (ibid. 51). Berman emphasises that during this 
reading “the critic does the same work of reading that the translator did, or is supposed to 
have done, before and during the translation” (ibid. 52), the difference being that the critic 
has to adhere more strongly to any linguistic sciences since it is their duty to “produce a 
rigorous conceptual discourse” (ibid. 54). It is up to the critic to determine to what extent the 
translator kept the basic linguistic characteristics and to what extent they changed them to fit 
into their own linguistic world (ibid. 150). 
Significant stylistic examples have to be carefully selected because the analysis of a longer 
text cannot be practically preformed on the entire text and is thus based on pertinent examples 
(Berman 2009, 54). These examples must therefore come from “the places where the work 
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condenses, represents, signifies, or symbolises itself” and where “a literary work reaches its 
own purpose” shown through writing with “a high degree of necessity” (ibid. 54). The critic 
has to be careful here not to select only the most beautiful passages since it is not necessary 
that they are the most significant ones as well (ibid. 55). 
It is obvious even here, before the analysis starts, that the work of a translator and that of a 
critic is immensely demanding and not to be undertaken lightly. The representative passages 
must be carefully differentiated from the random ones but not in such a way that is obvious to 
an untrained eye when reading a text for their entertainment. According to Berman, to be able 
to identify such passages, it is beneficial to study the author and his whole body of work. 
There, the critic can find confirmation for whether the suspected parts are truly significant 
(Berman 2009, 56). 
The summary of work to be done in this step is as follows: 
 locating stylistic characteristics of the original text and 
 locating the representative parts of the original text (Berman 2009, 56). 
This step is not only sensible but imperative to Berman’s process. Before judging whether the 
translator succeeded in realising their translation project, the critic must determine their own 
basis for the judgement. In order to avoid the evaluation being based solely on the intuition of 
a native reader, it is useful to find the stylistic characteristics and the parts of the text where 
the individual style of the author is most pronounced. 
4.1.3 In search of the translator 
Berman’s approach to finding the “translating subject” differs from that of other translation 
theorists in that he does not only search for the translator themselves but focuses on 
determining their translating position, translation project, and translation horizon (Berman 
2009, 5).  
Because “[w]ork and life are linked”, Berman claims it is of utmost importance to ask 
questions that go beyond “Who is the translator?” and focus on “the biographical, 
psychological, existential elements meant to illuminate [their] work” (Berman 2009, 57). 
What also influences a translator’s approach to a certain work is whatever they wrote up to 
that point. To understand the translation, the critic must then understand the translator 
thoroughly; namely, what is their mother tongue or tongues, what do they do besides 
translation, the direction of translation, what kind of texts or authors do they usually translate. 
 21 
In other words, everything a critic could possibly find on the translator, they should consider 
when discovering their position, project, and horizon (ibid. 58). These are, of course, not 
separated cleanly from each other, nor do they follow each other in a linear way (ibid. 66). 
From this follows that the project is analysed through two phases: 
 carefully reading the translation and everything the translator might have written or 
spoken on it and 
 comparing the translation and the original while analysing the “modes of 
implementation of the project” (Berman 2009, 66). 
This again makes sense in light of Berman’s process. As Berman’s translation criticism 
method is focused not on judging the translation in comparison to the original but rather 
evaluating it against the translator’s project, it is necessary at this point to carefully 
reconstruct the project and then compare the translation to the original only to discover 
whether the translation is successful regarding the intentions of the translator. Any potential 
failings are therefore not failings of the translation but stem from unsuccessfully setting up or 
following the translation project. 
Translating position 
Berman describes the translating position as “the compromise between the way in which the 
translator […] perceives the task of translation, and the way in which [they have] internalised 
the surrounding discourse on translation” (Berman 2009, 58). This is a difficult part of the 
process for the translator because not only have they their own ideas on what translation is for 
and how it should be done, they have to fit these ideas into a whole framework that came from 
centuries of discourse on the topic. Once the translator has chosen a position, and Berman 
insists this is a choice, it informs their translation. It is expressed implicitly through 
translation choices and freedoms they allow themselves to take, or explicitly through opinion 
pieces the translator may write on the topic (ibid. 59). 
Translation project 
The translation project is a necessary prerequisite if a translation is going to be consistent 
since “[t]he project defines the way in which the translator is going to realize the literary 
transfer” (Berman 2009, 60). It is shaped by the translating position and “the specific 
demands of each work” (ibid. 60). Because the translator is informed by their own ideas on 
translation, the critic’s task of determining whether the translation corresponds to the project 
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becomes circular in a way. Any secondary texts written by the translator cannot truly reflect 
their project, which is only accessible in its entirety in the translation itself. The critic must 
thus decide whether the project stated in the translation is, in fact, realised in the very same 
translation (ibid. 61). If the critic deems the translation inadequate, the reasons lie in the 
project or a specific aspect of it (ibid. 61, 137). 
Berman warns that the translation project he writes about is not in any way related to “the 
notion of theoretical project or a priori schema,” because this can lead to what he rejects 
most: rigidity and dogmatism (Berman 2009, 61). Quite the contrary, the idea of Berman’s 
project “does not contradict the immediate, intuitive character of translation” but rather 
organises the sensitivity and reflects on intuition of the translator so that their translation may 
“wrench our guts” (ibid. 62). 
The horizon of the translator 
The horizon is a concept Berman draws from modern hermeneutics and is the place where the 
translating position and the translation project meet. It is “the set of linguistic, literary, 
cultural, and historical parameters that ‘determine’ the ways of feeling, acting, and thinking of 
the translator” (Berman 2009, 63).  
Berman chose to use the word “determine”, even though what he meant goes beyond the basic 
meaning of structure and causality. The idea of the horizon is not that of “formal models or 
analysis” but rather informs the critic so that they may better understand “the translative 
dimension in its immanent life and its various dialectics” because with it Berman wanted to 
“move away from the reduction of the translator to the role of a ‘relay’” (Berman 2009, 64). 
Fully aware of the general necessity for a set of rules, with the concept of the horizon Berman 
wished for the critic to go beyond the order, and try to see the work with the translator’s eyes 
and all that informed them (ibid. 64). Translators often turn to previous foreign translations 
for help, which can change their perspective. Even the knowledge that there are already 
translations of the work influences it (ibid. 68). 
4.2 Analysis 
Berman insists that, in order for anyone to benefit from it, a comparative analysis of the 
translation and its original, or the “confrontation” as he calls it (Berman 2009, 5), has to 
adhere to four principles: clarity of exposition, reflexivity, digressivity, and commentativity 
(ibid. 5, 6). What he aspires to most is to “avoid systematic attacks and rather, when possible, 
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look for the reason or reasons for these errors” (ibid. 25), to look into the translator’s project 
and find the root of any defects. This is why a thorough study of the translator is a necessary 
prerequisite for an analysis of the translation they produced and the critic can begin with the 
confrontation only after they have set up a proper foundation for it (ibid. 66). 
It is important to remember that analysing without judgement is just as impossible as a perfect 
translation. However, Berman claims it is possible to find a basis for judgement that was 
“non-subjective and, most importantly, non-dogmatic, non-normative, and non-prescriptive” 
(Berman 2009, 6), refusing to succumb to the long-imposed duality of literalness vs. sense, 
and source text vs. target text. 
The shape of the analysis depends on several factors. One is whether what is being analysed is 
a single work or a whole body. Even though Berman claims it is impossible to analyse a work 
without considering other translations by the same translator, the most important notion to 
remember when considering the scope of the analysis is that “it is the center of gravity of 
criticism that shifts” (Berman 2009, 67). Another factor is the focus of the analysis; is it only 
the one translation or a comparison or several translations of a work. Berman here is doubtful 
whether it is possible to analyse a single translation and even if attempted, he recommends a 
comparison (ibid. 67). 
4.3 Productive criticism 
Berman borrows Friedrich Schlegel’s expression of “productive criticism” (Berman 2009, 6) 
to define what a critic’s task is when dealing with a translation. When faced with an excellent 
translation, all they have to do is to communicate that greatness to the readers, the task is that 
of reflection, preferably in an illustrative manner. Berman agrees with Schlegel when he 
claims that a good review of a good translation should “complement, rejuvenate, newly 
fashion the work” (ibid. 6). This challenges the critic to exhibit the sort of creativity they may 
believe to be reserved for an author, but to qualify as a judge of an author’s work, a critic has 
to show they are able to produce the same degree of creativity through meticulous analysis 
and a captivating text. 
When dealing with a translation that is less than good, the key task for the critic is to show 
why that is so. This is not an easy task, but Berman believes it to be necessary for the critic to 
determine the “reasons for the translation’s failure” and to “prepare the space for a 
retranslation without acting as an advice giver” (Berman 2009, 7). Translations that always 
need a retranslation are first translations. Such a translation is always “imperfect because 
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translation defectiveness and the impact of ‘norms’ appear often heavily” (ibid. 67). The point 
where the critic’s task ends is with advice on how and why a certain translation failed but they 
have to stop before they are tempted to prescribe how exactly a translation should have been 
(ibid. 7).  
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5 The analysis of the novel 
The novel and translation analysed in the present thesis are The Hitchhiker’s Guide to the 
Galaxy (Adams 2017) and Štoparski vodnik po galaksiji (Adams 2017), the new revised 
version. However, the revision was not extensive and according to the translator (Matož 2014) 
the work remained mostly the same as the original translation from 1988. The elements that 
were adjusted for contemporary readership were the foreign words in Slovenian that are now 
more accepted in the language: “šov”, for example, does not surprise a contemporary reader. 
One proof of the fact that the translation remained mostly untouched is the use of the word 
“vseučiliš[če]” (Adams 2017, 14). This word is very specific, its use is bound to the time of 
the first translation and is virtually unheard of in the present time. 
5.1 In search of Alojz Kodre 
Before continuing the follow-up questions regarding the translator, this part of the thesis starts 
with the first and most basic one: Who is Alojz Kodre? 
According to Enciklopedija Slovenije (Javornik and Dermastia 1991, 187) and an entry in 
Gorenjci.si, an online archive of people from Gorenjska, created in cooperation with Kodre 
himself, the translator was born in 1944 in Slovenia. In 1966, he graduated from what was 
then Faculty of Natural Sciences and Engineering and is now Faculty of Mathematics and 
Physics, where he also earned his PhD in 1974. In 1981, he began teaching there and did so 
throughout his career. His native language is Slovenian. 
Kodre’s working subjects have been physics and mathematics. In the field, he has worked as a 
researcher, lecturer, and a translator of articles in technical magazines and pieces of popular 
science. In literature, he focused on English and American science fiction works and made 
them available to Slovenian public. All in all, he has translated around 480 works, including 
roughly 280 articles in the field of physics. These translated works include Douglas Adams’ 
trilogy in five parts: The Hitchhiker's Guide to the Galaxy (Gorenjci.si 2016). Only the first 
novel of this five-part trilogy is the subject of the thesis. 
5.1.1 The translation horizon of Alojz Kodre 
As stated in the Delo interview (Matož 2014) and the interview in the Faculty of Mathematics 
and Physics newspaper (Alojz Kodre – Mojster za vse 1998), Kodre had been translating 
science fiction short stories for the Slovenian publishing house Tehniška založba Slovenije 
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since his graduation. This means he was a fairly seasoned literary translator by the time he 
happened upon The Hitchhiker’s Guide to the Galaxy at an airport where he was looking for 
some familiar reading, but instead got captivated by something new. He read it in one sitting 
and immediately went to buy the sequel. The series impressed him so much he suggested that 
Tehniška založba Slovenije publishes the translation. 
5.1.2 The translation project of Alojz Kodre 
To determine Kodre’s translation project, anything he might have written to accompany the 
text has to be examined, including, but not limited to, the introduction, the back cover, and 
any articles on it. How did he want the reader to perceive Douglas Adams through this 
translation? 
Kodre believes that when an author has a clear image of what they are trying to express and 
that idea is based on actual concepts from natural science, the translator needs to recognise the 
situation and not simply translate word for word, since that may result in the translation 
containing popular, i.e. non-technical, blunders (Kodre 2015). As is evident from his 
education, the teaching job, and bibliography mentioned at the beginning of chapter 5.1, 
Kodre is well-versed in matters of natural science, especially physics. In this same interview, 
he expresses admiration for Douglas Adams and his knowledge of science, which extends so 
far that he can make fun of it. 
However, it would be at this point rash to assume that The Hitchhiker’s Guide to The Galaxy 
is a typical representative of the science fiction genre. Not only is it not typical, many would 
claim it does not belong to the genre at all. Alojz Kodre was of the same opinion (“Alojz 
Kodre – Mojster za vse” 1998), which most certainly influenced his translation project. In the 
same article, he further explains what to him constitutes science fiction: literature providing 
people with new ideas that could not have come from mainstream literature and the ideas that 
make people question the world they have been taking for granted (“Alojz Kodre – Mojster za 
vse” 1998). According to Kodre, science fiction deals with problems arising from small but 
significant changes in fundamental axioms of our existence. He compares this feeling of being 
yanked out of set thinking patterns with travelling, where people also realise the world is not 
necessarily how they believed it to be (ibid.). 
Instead, Kodre declares the work to be a philosophical novel (“Alojz Kodre – Mojster za vse” 
1998), not unlike Voltaire’s Candide. It is a collection of stories not meant to be taken 
seriously, but they rather help in creating an atmosphere. In addition, there is no usual unity of 
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time, place, and action; the stories are alternatively connected by a network of details 
appearing each time in a different context in order to be shown from a different perspective. 
This shows how Adams not only paid attention to detail but painstakingly created a structure 
that served him well. 
In Samo brez panike, če imaš brisačo s sabo (Matož 2014), Kodre explains the complexity of 
Adams’ writing as he perceived it. To him, the style was more difficult than anything he had 
translated before. The sentences sometimes span three or four lines. What is more, they are so 
masterfully weaved and unravelled that special skill and amount of work was required to 
make them equally precise, logical or nonsensical; in other words, Adams-like. The main 
quality of Adams’ writing has been determined to be whimsicality by fans and critics alike.  
According to Kodre (Matož 2014), this similarity to the original is respected also with regards 
to words themselves, not only on the level of syntax. Kodre emphasises that in translation, but 
especially with Adams, it is imperative to understand every nuance of meaning the author put 
in their writing. He paid special attention to the scientific details in the novel. Kodre claims 
Adams was well versed in several scientific fields, which shows in the story itself. Despite the 
apparent mockery of everything scientific, Adams was apparently extremely careful not to 
write down anything outright nonsensical. This had to be evident in the translation as well. 
In his 1998 interview, Kodre also mentions how much fun he had translating the work. He 
was working with nonsensical combinations of adjectives and nouns that are difficult to 
imagine but not completely random since they achieved the desired effect of entertaining the 
reader. There is also an abundance of wordplay, the most memorable being the creation of 
new tenses, non-human poetry, and hidden meanings. Kodre was aware that The Hitchhiker's 
Guide to the Galaxy was initially a radio play, which was reflected in the language and Kodre 
believes that by the point he got to translating it, he was experienced enough to convey the 
same experience into Slovenian. 
That said, what necessarily needs to follow is a description of Douglas Adams, his style, and 
especially the feeling Adams intended to evoke in the reader with The Hitchhiker's Guide to 
the Galaxy since this seems to be what Kodre set out to recreate – the crux of his translation 
project. 
According to Tikkanen (2019), Douglas Adams earned a master’s degree in English literature 
at the University of Cambridge and worked as a writer and editor before writing The 
Hitchhiker’s Guide to the Galaxy. This means he knew how to work the language and knew 
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exactly what he meant with the words he wrote. The same source also states that the two main 
characteristics of the novel are humour and cynicism, which means they also have to be most 
prominent in the translation. Bauer and Lowne (2018) find that the novel “mocks modern 
society with humour and cynicism and has as its hero a hapless, deeply ordinary Englishman 
(Arthur Dent), who unexpectedly finds himself adrift in a universe characterised by 
randomness and absurdity”. This is the general feeling Kodre had to convey into Slovenian. 
The above paragraph is the account of Adams’ mind from the point of view of those 
describing him. The following paragraphs are a summary of what Adams himself shared in an 
interview (Shircore 2007) recorded by a freelance journalist. 
Despite Kodre’s decision on The Hitchhiker’s Guide to the Galaxy being a philosophical 
novel rather than a science fiction one, Adams was particularly fond of precisely those aspects 
of science fiction that Kodre mentions are not present in the novel. Seeing the world from a 
different perspective is, according to Adams himself, precisely the atmosphere he set out to 
create when writing the novel. Challenging a person’s set patterns of thinking and showing 
there is more to the human experience than meets the eye to him is not only science fiction 
but the best sort of it (Shircore 2007). 
Adams himself had read science fiction before writing The Hitchhiker’s Guide to the Galaxy 
and particularly admired comedic stories and the ones exhibiting masterful use of language, 
including word play, which he himself uses in abundance. Science fiction comedy had been 
his wish since he finished university, but while his comedy was recognised for television 
projects, nobody took his science fiction seriously, sending him from comedy producers to 
drama producers and vice versa before somebody finally hired him for a science fiction 
comedy project (Shircore 2007). 
After several disappointments, Douglas Adams found his own voice and inspiration to realise 
his vision of exciting and intelligent science fiction comedy. He was not in the business of 
underestimating his readers and firmly rejected the idea that only bland ideas sell well. Adams 
remained convinced that many of the more traditional entertainment creators deemed The 
Hitchhiker's Guide to the Galaxy to have been a lucky coincidence rather than a trend setter 
(Shircore 2007). 
According to Shircore (2007), the comedy of the novel is not straightforward and there are 
few conventional jokes. The characteristic Douglas Adams humour is “rooted in language, 
character and the sheer control of tone and pacing that makes Hitchhiker's a genuine classic of 
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modern literature” (ibid. 2007). This is something the translator should pay special attention 
to and, being so characteristic, the successful execution of it would make or break the 
translation. To recall Pinker’s rules of good writing, this whole novel, and therefore its 
translation, is expected to be filled with fresh wording and uncommon and concrete imagery, 
since that is what Adams based the humour on. 
5.1.3 The critical examination of the project 
The chapters of this novel are short, some even as short as half a page. Similarly, the 
paragraphs are also “bite-sized”. This enables the creation of humour based on sudden 
surprises and twists in expected continuance of set up imagery. 
Absolutely nothing can be considered inherently evident according to Berman, who came to 
some surprising realizations when studying translations of Donne, even about something as 
basic as the meaning of prose (Berman 2009, 102). He re-examined the obvious meanings of 
certain words that had been used (ibid. 130) in the works he analysed with the method he 
devised. 
Kodre’s translation project seemingly starts off on the wrong foundation. Douglas Adams set 
out to write a science fiction novel and Alojz Kodre was translating a philosophical one. 
However, are there any actual issues arising from that difference in the perception of the 
genre? For Kodre’s translation project, it is not important if the novel is categorised as 
philosophy or science fiction, as long as the author and translator agree on the feeling to be 
conveyed through it, as seems to be the case here. 
The evaluation of his success will be presented in the later chapters. At this point, it only 
needs to be mentioned that in an interview (Kodre 2015) Kodre himself states that his readers 
love his translation of The Hitchhiker’s Guide to the Galaxy focusing on the generally positive 
attitude towards the new words and expressions he created for this translation. 
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5.2 Reading Štoparski vodnik po galaksiji 
At this stage of the analysis, the translated text will be read as if it were an original work. 
During the reading, key textual zones as well as intriguing words and phrases will be 
identified with a view of analysing the text in comparison with the original in one of the 
following chapters. Some parts can be analysed without comparison, which will be done in 
the present chapter. 
The critic can find several of Pinker’s suggested means of good writing at the very beginning 
of the novel; namely, in the short introductory text before Chapter one (Adams 2017, 7-8). In 
addition to the text flowing smoothly and ending on a strong note to pull the reader into the 
first chapter, Štoparski vodnik po galaksiji establishes itself as a humorous novel. The text is 
sprinkled with concrete imagery regarding the Sun and Earth that evokes the opposite of 
conventional feelings of awe (“neugledno rumeno sonce” and “skrajno nepomemben modro-
zelen planetič”), money is concretely described in an innovative manner (“majhnih zelenih 
koščkov papirja”), the famous crucifixion of Jesus is also described in detail and not in a way 
it is usually encountered (“[...] nekega človeka pribili na drevo, ker je govoril, kako lepo bi 
bilo, če bi bili za spremembo prijazni med seboj [...]”), and a twist on the familiar 
(“Encyclopaedia Galactica”2). There is also some parallel syntax, and a bit of intentional 
signposting following a planned surprise: 
 Tole ni zgodba o dekletu. 
 Je pa zgodba o tej strašni, bedasti katastrofi in nekaterih njenih posledicah. 
 Je tudi zgodba o knjigi, o knjigi z naslovom Štoparski vodnik po galaksiji: to ni 
zemeljska knjiga, na Zemlji nikoli ni izšla in do te strašne katastrofe noben 
Zemljan ni vedel zanjo. 
(Adams 2017, 8) 
This part of the text also includes the phrase “standardn[o] odlagališč[e] vsega znanja in 
modrosti” (Adams 2017, 8) to describe the function of an encyclopaedia. What exactly is the 
function of the word odlagališče will be discussed in the chapter on comparison. 
 
                                                 
2 Encyclopaedia Galactica is a play on the hugely famous Encyclopaedia Britannica. The 
encyclopaedia is so renowned that its title is not translated to Slovenian and everyone knows it under its 
original name. 
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The first chapter continues with uncommon but concrete imagery combined with fresh 
wording of familiar phrases: 
 “Zobno pasto na krtačko – tako. Gor, dol, gor, dol.” (Adams 2017, 9) 
 “[...] da bi si našel kaj prijaznega za pod zob.” (ibid. 10) 
 “Beseda buldožer mu je zaplavala skozi misli in iskala mesto, kamor bi se 
lahko zasidrala.” (ibid. 10) 
 “Blato mu je zalilo zadnjico in roke in mu počasi mezelo v čevlje.” 
(ibid. 19) 
 “O tem sicer ni bil povsem prepričan – glava mu je bila polna hrupa, konj, 
dima in zadaha po krvi.” (ibid. 19) 
These characteristics are commonly used in the novel and serve as some of the main drivers 
for humour, as already mentioned above. Therefore, in the present thesis not every instance of 
it will be explicitly stated, only the more prominent ones encountered hereafter. Another 
characteristic that appears is parallel wording: 
 “Beseda buldožer mu je zaplavala skozi misli in iskala mesto, kamor bi se lahko 
zasidrala.” (ibid. 10) 
 “Beseda rumen mu je zaplavala skozi misli in iskala mesto, kamor bi se lahko 
zasidrala.” (ibid. 10) 
Also displayed is a masterful use of clichés which are utilised in the proper context and serve 
to further illustrate the character of the speaker and the absurdity of the world he lives in: 
[…] gospod Prosser se je sprijaznil z vlogo, v kateri je bezal v Arthurja z novimi 
domislicami, kot na primer ‘zaradi splošnega blagra …’, ‘v imenu neustavljivega 
napredka …’ ali celo ‘veste, tudi meni so nekoč podrli hišo, pa se še ozrl nisem 
…’ ter podobnimi prepričevanji in grožnjami; […] 
(Adams 2017, 15) 
Mr Prosser might think that the ideas he is providing Arthur with are new, but the phrases 
“zaradi splošnega blagra” and “v imenu neustavljivega napredka” are clichés. The overused 
phrases play a key role in this context and are therefore used with a specific purpose. They 
emphasise the absurdity of what is happening to Arthur. He is about to lose his only home and 
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the person about to cause the life-changing catastrophe is parroting stereotypical phrases void 
of any meaning. As such, they cannot bring solace to Arthur, but probably cause the opposite. 
In the first chapter, there is also a concrete description of a person, divided into two parts, the 
purpose of which could be to juxtapose the simultaneous existence of a scientific description 
of Mr Prosser’s existence and a vulgar one, which provides a humorous effect. It also may 
very well be the case that humour is the only intended function of the following passage, since 
the vulgar description is considered to be the more accurate of the two by the author: 
Tudi gospod L. Prosser je bil samo človek, kot se reče. To se pravi, bil je dvonoga, 
na ogljiku zasnovana oblika življenja, izhajajoča iz opic. Ali natančneje: debel, 
zanikrn štiridesetletnik v službi pri krajevnem svetu. 
(Adams 2017, 10) 
The third option, however, is foreshadowing since in the second chapter the more scientific 
description is again contrasted with the more vulgar one in the shape of presenting the 
description of alcohol from the more respectable Encyclopaedia Galactica and the popular 
Hitchhiker's Guide to the Galaxy. The latter is simpler and shorter regarding the description 
itself and the entry focuses rather on the preparation of an alcoholic beverage (Adams 2017, 
21). 
Related to the two fictional knowledge databases, the same parallel wording seems to be used 
anytime either of them is referenced: “ve povedati tole” (Adams 2017, 12, 26). Additionally, 
there is another instance of surprising wording, two opposites combined to concretely 
illustrate the intended feeling: “prisrčno zasovražilo” (ibid. 29). 
The novel is also full of unexpected and fresh combinations of adjectives and nouns adding to 
the humorous character of the story and mostly to the writing itself: “nerodno urejen” 
(ibid. 34), “zoprno široka” (ibid. 34), “ponižno lebdela” (ibid. 37), “nemarno zadovoljen” 
(ibid. 48). These fun word combinations complement the nonsensical ideas the novel has to 
offer to the reader. Every time such a combination is encountered, it makes a surprising 
amount of sense while being the perfect amount of absurd to be entertaining, even inducing 
laughter in the critic. Considering this, it can be said that Kodre succeeded in realising the part 
of his translation project relating to mimicking the humour originating from fresh and absurd 
presentation of everyday concepts. 
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There is liberal use of metadiscourse, apparently to add charm. The narrative is often broken 
to tell the reader what they are reading about or what is about to happen or what has just 
happened, as is the case with the following passage: 
Stres in živčna napetost sta v večini galaktičnih območij že resna družbena 
problema in da ne bi položaja še poslabšali, bomo vnaprej razkrili določena 
dejstva. 
(Adams 2017, 99) 
The narrator suddenly addressing the reader directly creates the effect of pulling them out of 
the story seemingly just to remind them they are experiencing something absurd or even 
enhancing the existing level of absurdity. There is no need at all for this particular passage to 
exist, coherence-wise. The previous and the following paragraphs fit together nicely, making 
it perfectly clear what they are describing. The sentence is added not because it is needed but 
because the author wanted to add a certain feeling to the world he is describing and wake up 
the reader from becoming too invested in a ridiculous narrative.  
Even the two paragraphs following it describe generally what is about to happen in the next 
chapter, according to the author in order to avoid stress. The paragraphs indeed create a more 
light-hearted atmosphere by telling in advance that no characters come to serious harm in 
addition to harshly reminding the reader they are reading utter nonsense. The intention behind 
it could also be to slow down the reader. Not being concerned for the lives of the beloved 
characters means there is no need to rush through the pages to learn what happens. Instead, 
one can leisurely enjoy the text itself. It needs saying that even before reading the original it is 
evident Kodre did a great job creating the light feeling of absurdness. Whether the feeling is 
the same in the original novel will be determined at a later phase of the analysis. 
In the second half of the novel, the various frivolous combinations of uncombinable words 
give way to the actual story. The frequency of interesting language drops notably and the 
writing focuses on what is happening. What the reader experiences is still nonsensical but on 
a different level. While maintaining an air of lightness, there is no more need for language to 





5.2.1 Intriguing words and phrases 
While reading, several expressions have been identified, the suitability of which will be 
determined in consultation with the context in the original novel. 
 ljubček (Adams 2017, 14), posmeh (ibid. 15), naskakoval (ibid. 27), planetni dopusti 
(ibid. 50) 
 nonsensical words: strag (ibid. 26), gnaš (ibid. 27), prostetnik (ibid. 32). atominer 
(ibid. 36), silfični maksimegalaktik (ibid. 36), fizikturalist (ibid. 36), hrung (ibid. 42) 
An interesting passage to note is the Vogon speech before the Babel fish that Arthur has 
stuffed in his ear begins its translation work: “Hov hovohov gr-agrr hov hrr hov hov grr grllrr 
hov hovhov grrr-ov hovhov hov grrrl hov hov srlll uuvvrrrh” (ibid. 50). What Arthur is 
hearing here is described as “kot bi človek grgral razkužilo in se zraven boril s tropom 
volkov” (ibid. 49). In spite all the grrrl sounds, the hov sounds remind the reader immediately 
of a dog barking, a friendly dog, and not in the slightest of a person wrestling wolves. The 
sounds are nowhere near wild and growling enough. However, after a later inspection of 
Adams’ original work it can be concluded that the translator perfectly mimicks the sounds 
prostetnic Vogon Jeltz utters in various combinations: howl and gargle (Adams 2017, 57). 
5.2.2 Key textual zones 
There are numerous passages characteristic of Adams’ style clearly demonstrating his mastery 
of the English language. Some of them have been recognised in the translation as well and are 
analysed in one of the following chapters. 
In the fourth chapter, an example of such masterfully created concrete imagery has been 
encountered that it needs a separate mention: 
Te so rezale gladino, da so vodne zavese šušteč pršele v zrak in je za za čolnom 
ostajala v morju globoka rana, ki se je le počasi z velikimi penastimi valovi 
zapirala vase. 
(Adams 2017, 37) 
In addition to the vivid “vodne zavese”, the verb “rezale” used here figuratively results in the 
vivid image of a literal consequence of “globoka rana”. The whole sentence works as a perfect 
translation of literal into figurative, evoking rich imagery in the reader’s mind, making it a 
key part of the text displaying a successful realisation of Kodre’s project. 
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Vogonska poezija je seveda šele tretja najslabša v vesolju. Drugo najslabšo 
najdete pri Asgothih s Krie. Ko je njihov mojster-pesnik Grunthos Prdljivi recitiral 
svojo “Odo majhnemu gnetljivemu zelenemu svaljku, ki sem ga nekega poletnega 
jutra našel pod pazduho”, so štirje poslušalci umrli od notranjih krvavitev, 
predsednik Srednjegalaktičnega sveta za pridobitne umetnosti pa je preživel le 
zato, ker si je pravočasno odgriznil eno svojih nog. Baje je bil Grunthos 
“razočaran” ob takem sprejemu in se je že pripravljal, da začne brati ep v 
dvanajstih knjigah Moja najljubša kopalna grgranja, ko mu je debelo črevo v 
obupnem poskusu, da bi rešilo civilizacijo in lastno življenje, planilo skoz 
goltanec na plano in zadavilo možgane. 
(Adams 2017, 55) 
This is another characteristic example of everything that makes this work humorous. In 
addition to the nonsensical words that are supposed to represent a random planet together with 
the name for its inhabitants (Asgothi, Kria), the title of the poetry and the description of the 
colon’s actions exhibit disturbingly concrete imagery and the leg being bitten off in response 
to bad poetry exemplifies an unexpected and uncommon reaction to a familiar stimulus. 
O fredlene grumblajde poscajne zame bele 
kot plurdne globčnike iz gumaste črebele. 
Grompeč brotim te tu, na moje bruntke pogrevone. 
Už da željabno me zajdaš z grubastimi drobulki 
al da vte skrehnem truhno vuč, kar bo! 
s ščemulki! 
(Adams 2017, 56) 
The above is a poem written and read by an alien. The way it appears in the novel is not 
exactly Slovenian. The sentence structure feels familiar, the reader can recognise the basic 
elements such as verbs, nouns, adjectives, as well as larger elements such as subordinate and 
coordinate clauses, but it is impossible to discern the meaning. Kodre could have made up 
nonsensical words and strung them up in a familiar way. Slovenian being incredibly rich in 
dialectal variations, he could have also taken inspiration from one of the Slovenian dialects 
that cannot be recognised. It will be interesting to compare it to the original English version to 
see what Kodre had to work with to recreate the stanza. 
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5.2.3 Possible mistakes 
During the readings and rereadings of the translation, some expressions emerged that could fit 
in the context under some circumstances but it is at this point more likely they are mistakes or 
even misunderstandings. These will be compared to the original wording and their function or 
appropriateness will be determined in the chapter on comparison. 
 “‘Bili so razstavljeni …’ 
‘Razstavljeni! Na koncu sem moral v klet, da bi jih videl.’ 
‘Tam je pač razstavni oddelek.’ 
‘Z baklo!’” (Adams 2017, 12) 
This could be either a case of vivid hyperbole or perhaps a misunderstanding of the word 
torch. 
 “’No dobro,’ je rekel Ford. ‘Poskusil ti bom razložiti. Koliko časa se že poznava?’ 
‘Koliko časa?’ je pomislil Arthur. ‘Pet let, mogoče šest,’ je rekel. ‘Bilo je še kar 
znosno.’ 
‘V redu,’ je nadaljeval Ford. ‘Kako bi sprejel, če bi ti rekel, da nisem iz Guildforda, 
temveč z majhnega planeta v bližini Betelgeze?’ 
Arthur je skomignil. 
‘Ne vem,’ je rekel in srknil požirek. ‘Zakaj – mar misliš, da bi mi mogel reči kaj 
takega?’” (Adams 2017, 23) 
The modal verb moči used here expresses ability. In the context, the modal verb morati 
expressing necessity would be more suitable. The question is not whether Ford is able to 
claim something so outrageous, but rather whether he feels the necessity to do so. The 
mistake, if it is that, is in a way understandable considering the translator’s origin. The dialect 
Alojz Kodre grew up with uses this same word for both ability and necessity. In addition, 
neither the dialect nor such interchangeability of the word are marginal and are widely 
recognised and accepted without much objections. However, the use is not part of standard 
language and therefore has to be considered a mistake here especially because there is no 
indication of the wrong word being used intentionally. 
Because Kodre is familiar with the standard Slovenian and he had translated many works 
before The Hitchhiker’s Guide to the Galaxy, it can be assumed with sufficient certainty that 
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Kodre knows very well the appropriate use of different modal verbs. Therefore, this is not the 
final judgement and is pending comparison with the original. 
 “Orjaški rumeni stroji so se pospešili in se začeli spuščati.” (Adams 2017, 29) 
This particular verb does not have a reflexive usage in Slovenian and would in this instance 
paint a comical picture of the machines somehow literally pushing themselves into 
acceleration. While the novel is comical in its unusualness, it does not reach this level of 
nonsense. The reflexivity of the verb in this instance thus has to be declared a mistake. Unless 




5.3 Reading The Hitchhiker's Guide to the Galaxy 
This phase of the analysis focuses on locating pertinent examples of Douglas Adams’ writing 
and determining within them the stylistic and linguistic characteristics mentioned in 
chapter 4.1.2. 
5.3.1 Formal structure 
Plot structure 
Pugh and Johnson (2014, 129) claim that the “plot of a short story or novel entails its 
sequence of events, which are arranged in a purposeful and deliberate way to demonstrate 
their causal relationships” as opposed to a story that is created by putting events in a time 
sequence. Even though Douglas Adams built a world “characterized by randomness and 
absurdity” (Bauer and Lowne 2018), a sequence of purposefully causal events outlining a 
structure will be determined. 
The novel begins with Arthur Dent lying in front of his house to save it from being 
demolished so as to make way for a bypass. Immediately after that, through some creative 
last-minute hitch-hiking, his friend Ford saves him from the Earth moments before it gets 
destroyed to make way for a bypass. There, Arthur gets to know The Hitchhiker’s Guide to the 
Galaxy and the Babel fish. After the pair gets thrown from the ship they hitched, they get 
picked up by the president of the galaxy Zaphod and his human friend Trillian, which is made 
possible by their ship having a probability drive. Together, they continue on Zaphod’s quest of 
finding the legendary planet Magrathea, where planets used to be created before the collapse 
of the economy. After finding it, the group learns that the natives have woken from their 
hibernation to construct a second Earth in light of the original one’s destruction merely five 
minutes before fulfilling its objective. People from another dimension had built a 
supercomputer to answer the question to life, the universe and everything. Having learned the 
answer to be 42 and realising they did not even know the question, they commissioned an 
even more powerful supercomputer in the shape of the Earth to calculate the aforementioned 
question. The foreign people’s this-worldly apparitions in the shape of two pet mice decide to 
take a shortcut and instead of running the Earth again attempt to examine Arthur’s brain 
seeing as he was an organic part of the computer. Because that would include separating his 
brain from his body, Arthur and his friends flee Magrathea with which the novel ends. 
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Arthur’s story is presented chronologically with events following some sort of absurd 
causality in the sense that major events happen randomly, but they do cause logical reactions 
in the characters. Adams also makes use of flashbacks, most notably towards the end when the 
events leading to the original creation of the Earth are being presented, again chronologically 
and making sense from the causality point of view. 
The conflicts motivating the plot come from outside the characters’ influence, such as both 
demolitions setting the story off and characters making decisions for others, which is why the 
reader gets a strong feeling that Arthur Dent is nothing more than a speck being whimsically 
thrown around in the uncaring vastness of the universe. Arthur’s internal agony stemming 
from his whole life collapsing and being pushed around in the unknown by everything and 
everyone bears no influence on the plot. Despite being propagated by whimsical sequences of 
events, the plot itself is fairly straightforward. 
Register 
The straightforward pattern is mirrored in the actual structure of the text as well. The chapters 
are very short and self-contained. Every chapter deals with only one topic. This is not a novel 
that tries too hard, in everything it remains simple, most likely largely due to it being 
primarily a radio play; perhaps deliberately in order to accentuate as much as possible the 
before-mentioned sentiments of randomness and absurdity. In spite all of this, some sentences 
are, as the translator Kodre also observed, complex and long. Considering all this, it is 
possible that Kodre had the right idea of the novel being more philosophical in nature that 
anything else as it seems that humour and science fiction are devices through which the author 
delivers difficult and important ideas, inviting the reader to reflect. 
Point of view 
In the novel, Adams employs third-person narration where the narrator is omniscient. Because 
of this, the narrator can comfort the reader regarding the fate of the characters before the 
imminent destruction of their ship by the Magrathean defence system is miraculously avoided 
with the help of the ship’s probability drive. 
The narration in the novel is not subtle. It can even venture into being obtrusive, as is evident 
from the above-mentioned reassuring of the reader that nothing bad is about to happen despite 
all the evidence to the contrary. The reader is at all times aware of the fact that somebody is 
recounting the story. This is true mostly because of the language the narrator uses. 
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The writing style is one of the reasons for the reader being unable to mindlessly enjoy the 
novel. Adams’ choice of diction does not allow them to. He often plays with combining 
denotative and connotative meanings of words thus creating surprising and particularly vivid 
imagery when describing objects and phenomena. This is perhaps most obvious from the 
ubiquitous personifications: 
 “Uncomprehending terror settled on the watching people of Earth. The terror moved 
slowly through the gathered crowds as if they were iron fillings on a sheet of board 
and a magnet was moving beneath them. Panic sprouted again, desperate fleeing 
panic, but there was nowhere to flee to.” (Adams 2017, 34) 
Adams personifies items and notions so often and describes everything in such a concrete and 
vivid manner that a reader cannot be certain whether the personification is meant to be literal 
or symbolic. This uncertainty is helped by the general absurd atmosphere of the novel. 
Another stylistic device he likes to employ generously is describing the abstract in terms of 
the concrete, which provides a source of humour, as is evident from the following examples: 
 The abstract concept of money and its use is described as “the movements of small 
green pieces of paper” (Adams 2017, 1). 
 Human evolution is described in the following way: “Many were increasingly of the 
opinion that they’d all made a big mistake in coming down from the trees in the first 
place. And some said that even the trees had been a bad move, and that no one should 
ever have left the oceans” (Adams 2017, 1). 
Adams does not shy away from repetition but instead uses it as emphasis in the cases of 
foreshadowing and drawing parallels. This device is the most obvious in first Arthur’s house 
being demolished to make way for a bypass and later the Earth being destroyed to also make 
way for a bypass. A more concrete example on the language level appears in Chapter 1: 
 “The word bulldozer wandered through his mind for a moment in search of something 
to connect with.” (Adams 2017, 5) 
 “The word yellow wandered through his mind for a moment in search of something to 
connect with.” (Adams 2017, 6) 
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Literary devices 
The literary devices standing out the most and bearing the most importance for the present 
analysis are presented in this chapter. Examples of them are analysed in the following 
chapters. 
 Foreshadowing 
There is an example of foreshadowing immediately at the beginning when Arthur Dent’s 
house is being destroyed to make way for a bypass mere minutes before the same happens to 
the planet Earth. 
 Hyperbole and understatement 
The two serve as drivers for the absurd. Many phenomena are either understated or 
exaggerated and every time the result is absurd and humorous. 
 Personification 
The most notable example of personification is the robot Marvin and the spaceship Heart of 
Gold, but there are also less prominent examples such as a bowl of petunias and a whale. 
 Simile and metaphor 
As already mentioned in several places, The Hitchhiker's Guide to the Galaxy is full of 
various examples of simile and metaphor that are a source of humour and whimsy. Often, they 
are present in the form of dark and dry humour and despite the fact that a tragic occurrence is 
being described they evoke amusement. 
5.3.2 Intriguing words and phrases 
 “The ships hung in the sky in much the same way that bricks don’t (Adams 2017, 
33).” 
Here, we can see a typical representation of a surprising simile creating concrete imagery. By 
surprising the reader with uncommon wording, they are forced to think about ships and why 
they hang there instead of flying, all the time imagining them as bricks. 
 “‘That’s just a recorded message. It’s millions of years old. It doesn’t apply to us, get 
it?’ 
‘I think they’re going to have a very good try at applying to us,’ said Ford.” (Adams 
2017, 126) 
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Again, a surprising reaction from Ford twisting the familiar phrase into giving it new use 
creating humour. 
 “‘Oh,’ said Arthur, ‘well, it was nothing really….’ 
‘Was it?’ said Zaphod. ‘Oh well, forget it then.’” (Adams 2017, 133) 
This dialogue is a fun example of flaunting the rules of pragmatics on the part of Zaphod, who 
most likely knows that in the given context Arthur’s utterance does not carry the literal 
meaning and he in fact is trying to say the opposite. In a vacuum, Arthur’s utterance might 
have been misunderstood as he literally says what he did was nothing. However, the reader, 
and probably Zaphod as well, knows that he is proud of the action and that the utterance is 
intended to coax praise out of other crewmembers. 
Another example of misunderstanding leads us to believe that perhaps non-Earthlings in 
general fail to understand human contextual rules:  
 “‘We have, as you know, been more or less running your planet for the last ten million 
years in order to find this wretched thing called the Ultimate Question.’ 
‘Why?’ said Arthur sharply. 
‘No-we already thought of that one,’ said Frankie interrupting, ‘but it doesn’t fit the 
answer.’” (Adams 2017, 199) 
Frankie mistook Arthur’s inquiring about the reason behind the search for the Ultimate 
Question for him offering one. It is in conversation with aliens that the human characters 
frustratingly discover how figurative their language is and how important the sense of 
pragmatics is. 
5.3.3 Key textual zones 
A well-known passage from the novel, characteristic of Adams’ whimsy humour is the 
following: 
“The mere thought,” growled Mr. Prosser, “hadn’t even begun to speculate,” he 
continued, settling himself back, “about the merest possibility of crossing my 
mind”. 
(Adams 2017, 18) 
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Here he plays with words, personifies the thought, and seemingly uses every word from the 
thesaurus that shows how much Mr Prosser does not think about tearing down Arthur’s house 
behind his back. In doing so, Mr Prosser oppositely shows just how much he intends to do so 
and exaggerates to hide his intentions. 
The often used uncommon but concrete imagery combined with fresh wording of known 
phrases can be contributed to the fact that many everyday objects or phenomena are described 
in the format to be used and easily understood by a wide variety of non-Earth beings, either in 
Encyclopaedia Galactica or The Hitchhiker’s Guide to the Galaxy. A perfect example is the 
description of alcohol in Chapter two:  
Here’s what the Encyclopaedia Galactica has to say about alcohol. It says that 
alcohol is a colorless volatile liquid formed by the fermentation of sugars and also 
notes its intoxicating effect on certain carbon-based life forms. 
The Hitchhiker’s guide to the Galaxy also mentions alcohol. It says that the best 
drink in existence is the Pan Galactic Gargle Blaster. 
It says that drinking the Pan Galactic Gargle Blaster is like having your brains 
smashed out by a slice of lemon wrapped round a large gold brick. 
(Adams 2017, 20) 
The following is an example of excessive personification where things having no business 
being personified acquire agency, which provides humour: 
[…] when the first rays of the bright young Vogol sun had shone across them that 
morning, it was as if the forces of evolution had simply given up on them there 
and then, had turned aside in disgust and written them off as an ugly and 
unfortunate mistake. 
(Adams 2017, 45) 
Not only are the sun and the forces of evolution personified, their reaction to the Vogons is 
exaggerated. 
The novel is famous for the author’s use of wordplay which is usually a tough challenge for 
any translator. Therefore the following passages are pertinent for the present translation 
analysis. 
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The best way to get a drink out of a Vogon is to stick your finger down his throat, 
and the best way to irritate him is to feed his grandmother to the Ravenous 
Bugblatter Beast of Traal. 
On no account allow a Vogon to read poetry at you. 
(Adams 2017, 53) 
The two examples presented here stand out immediately. The first one is about getting a drink 
out of someone that implies they are feeling generous and buying a liquid for you to drink. 
However, the advice refers to some liquid already being in the someone, them having drunk it 
beforehand, and you by sticking a finger down their throat literally getting the liquid out of 
their body. This wordplay humour comes from subverting our expectations about the phrase 
get a drink out of someone. The second one about reading poetry surprises us thinking that the 
action is something you do to someone instead of at. The use of a different preposition tells us 
that the reading itself is not of the usual nature and instead presents the action as something 
aggressive and unpleasant of which you are the recipient or better yet, the target. 
“It means we must be on to something.” 
“How soon can we get off it?” 
(Adams 2017, 126) 
is another example of humorous flaunting of pragmatics. 
Another interesting challenge presents itself in the form of a Vogon poem: 
Oh freddled gruntbuggly thy micturations are to me- 
As plurdled gabbleblotchits on a lurgid bee. 
Groop I implore thee, my foonting turlingdromes. 
And hooptiously drangle me with crinkly bindlewurdles, 
Or I will rend thee in the gobberwarts with my blurglecruncheon, see if I don’t! 
(Adams 2017, 65) 
In the characters’ reaction to the poem, they are thinking about being able “to bareface [their] 
way out of [the situation]” (ibid. 67), which is a peculiar expression and therefore an 
interesting translating nut to crack, therefore it will be analysed in comparison with the 
translation. 
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The whimsy is at times interrupted by other types of text. Most notably the previously 
mentioned encyclopaedia-like descriptions forming extracts from Encyclopaedia Galactica 
and marketing texts from advertisements selling spaceships or planets. Advertisement copies 
are characterised by a particular sort of writing that Adams attempted to reproduce in his 
novel and Kodre hopefully succeeded in translating. Regarding advertising language Skorupa 
and Dubovičienė (2015) summarised previous research on it to discover that its main purpose 
is to communicate, inform, and persuade. It is very important for such texts to contain 
effective and easy-to-understand language, which attracts potential customers as well as to 
employ semantics in such a way that the copy achieves its desired purposes. That means the 
author has to be mindful of the expressions used so as to evoke desirable connotations and 
avoid undesirable ones. In light of the complexity of advertising language, Skorupa and 
Dubovičienė discovered some linguists even compared it to poetic language. Tanto (2019) 
also highlights the skilfully developed aesthetic nature of advertising language and reiterates 
that rhetorical figures used to create it attract and persuade potential customers, which she 
agrees are its main objectives. The stylistic analysis of Adams’ advertising language is 
conducted on the following copies: 
 “All the doors in this spaceship have a cheerful and sunny disposition. It is their 
pleasure to open for you, and their satisfaction to close again with the knowledge of a 
job well done.” (Adams 2017, 94) 





5.4.1 Intriguing words and phrases 
 “standardn[o] odlagališč[e] vsega znanja in modrosti” (Adams 2017, 8) 
The original wording is “standard repository of knowledge and wisdom (Adams 2017, 3)”. 
Immediately after reading the original wording the intriguing translation makes sense. The 
choice of the word odlagališče reflects the freshly presented concept of an encyclopaedia as a 
dumping ground of things to be forgotten instead of being a revered treasury of knowledge, 
making this another successful example of fresh wording making people think about the 
actual function of an everyday object. 
 ljubček (Adams 2017, 14), posmeh (ibid. 15), naskakoval (ibid. 27), planetni dopusti 
(ibid. 50) 
Respectively, these correspond to baby (Adams 2017, 11), sarcasm (ibid. 13), struggling 
through (ibid. 28), planet leave (ibid. 57). After comparison these mostly correspond to what 
is being said in the original, raising the question whether putting the original out of mind 
failed here with the critic still trying to find something to compare. However, Berman’s 
method should withstand any such failings on the part of the critic as this is one of its main 
purposes. 
The one expression not quite fitting in is naskakoval, which evokes the image of somebody 
hastily downing his pint, as opposed to struggling through, which is fairly self-explanatory. 
There are two possible explanations for the difference. One derives from Kodre’s translation 
project. It is possible that he was trying to create vivid descriptions for every single event in 
the novel, be it major or minor, to mimic the humorous nature he assigned to the original and 
the image that the verb naskakovati evokes seemed to him the most suitable at the time of 
translation. The other one is even more probable. It is also possible that because of the 
different time of reading the novel and different life situations the translator and the critic 
perceive the verb naskakovati differently. It could also mean struggling through in the sense 
that Arthur had trouble downing every single sip so he had to jump at the task again and 
again. 
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 nonsensical words: strag (Adams 2017, 26), gnaš, hupi, frud (ibid. 27), prostetnik 
(ibid. 32). atominer (ibid. 36), silfični maksimegalaktik (ibid. 36), fizikturalist (ibid. 
36), hrung (ibid. 42) 
Respectively, these correspond to: strag (Adams 2017, 27), sass, hoopy, frood (ibid. 27), 
prostetnic (ibid. 34), atomineer, sylphlike maximegalactitian, physucturalist (ibid. 39), hrung 
(ibid. 47). The nonsensical expressions are also nonsensical in the original. They are similar to 
scientific words or dissimilar to anything at all and so Kodre was able to simply transcribe 
them in the Slovenian script.  
 “to bareface [their] way out of [the situation]” (Adams 2017, 67) 
This is translated as pričvekati si rešitev (Adams 2017, 57), which can be seen as a brilliant 
solution fitting the context despite the critic not being able to find the actual meaning of the 
original phrase. 
5.4.2 The explanation of possible mistakes 
 
 “‘Bili so razstavljeni …’ 
‘Razstavljeni! Na koncu sem moral v klet, da bi jih videl.’ 
‘Tam je pač razstavni oddelek.’ 
‘Z baklo!’” (Adams 2017, 12) 
Seeing that Adams in the original uses the word flashlight (Adams 2017, 9), this could not be 
a misinterpretation of the word torch. Therefore, if bakla does not carry an additional meaning 
in Kodre’s native dialect, this must be the case of vivid hyperbole to highlight the absurd 
measures Arthur Dent had to take to finally learn about the plans for his house. 
 “’No dobro,’ je rekel Ford. ‘Poskusil ti bom razložiti. Koliko časa se že poznava?’ 
‘Koliko časa?’ je pomislil Arthur. ‘Pet let, mogoče šest,’ je rekel. ‘Bilo je še kar 
znosno.’ 
‘V redu,’ je nadaljeval Ford. ‘Kako bi sprejel, če bi ti rekel, da nisem iz Guildforda, 
temveč z majhnega planeta v bližini Betelgeze?’ 
Arthur je skomignil. 
‘Ne vem,’ je rekel in srknil požirek. ‘Zakaj – mar misliš, da bi mi mogel reči kaj 
takega?’” (Adams 2017, 23) 
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Deducing from the original: “Why, do you think it’s the sort of thing you’re likely to say? 
(Adams 2017, 23)”, the correct modal verb to be used here is morati for necessity and not 
moči for ability. The incorrect modality stemming from Kodre’s dialect is indeed the most 
plausible explanation since this interchangeability is not only common in the Gorenjska 
dialect, but also in the general vernacular language and it is therefore possible that it slipped 
the editor or the proofreader for the same reason. 
 “Orjaški rumeni stroji so se pospešili in se začeli spuščati.” (Adams 2017, 29) 
There is nothing to suggest that the original “began to sink downward and to move faster” 
(Adams 2017, 31) requires any sort of additional humour in the form of exaggerated 
reflexivity, therefore it has to be declared an overlooked mistake. This could be the remnant of 
the initial idea so se pognali. It could be another characteristic of the translator’s dialect 
overlooked by the editor or the proofreader.  
Such tiny accidents are ubiquitous. It would be naive to expect a work to not have any. 
Therefore, this is not something that has a discernible reason stemming from the translation 
project and is not a failing in the translation itself. 
In addition, no evidence of Berman’s deforming tendencies has been found. 
5.4.3 Advertising language 
 “All the doors in this spaceship have a cheerful and sunny disposition. It is their 
pleasure to open for you, and their satisfaction to close again with the knowledge of a 
job well done.” (Adams 2017, 94) 
 “Whatever your tastes, Magrathea can cater for you. We are not proud.”  
(Adams 2017, 187) 
Skorupa and Dubovičienė (2015) highlight the main purpose of advertising language is to 
inform and persuade by using effective language. By effective they mean attractive and easy 
to understand, and therefore easy to remember. The language has to evoke emotions. The 
original two passages do indeed evoke emotions and by personifying the doors the author 
creates connections and images in the reader’s mind that make the advert difficult to forget. 
The second advert also stays with the reader on account of the final sentence fully expressing 
the service providers’ willingness to do absolutely anything. Kodre succeeded in achieving the 
same: 
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 “Vsa vrata v ladji so radostno in sončno razpoložena. V veselje jim je, da se odpro za 
vas, in z zadovoljstvom dobro opravljenega dela se spet zapro.” (Adams 2017, 78) 
 “Magrateja lahko zadovolji sleherni okus. Nič nam ni pod častjo.” (Adams 2017, 147) 
5.4.4 The comparison based on the translation project 
Regarding natural science and the concepts stemming from that, the translator Alojz Kodre 
succeeded in the task of translating them admirably. It shows that Kodre studied and worked 
in the field of natural science because he has no difficulty translating even completely made 
up scientific words. Even if they are made up in the English original, they follow the standard 
word formation of combining Greek or Latin with English, which is easy to mimic and play 
with in Slovenian for an expert like Kodre. Examples of this can be found on page 36 in the 
translation (atominer, silfični maksimegalaktik, fizikturalist) and 39 in the original (atomineer, 
sylphlike maximegalactitian, physucturalist). 
Adams writing a science fiction novel and Kodre translating a philosophical one does not 
seem to cause any problems since the two authors perceive the same concept under different 
names. Despite the disagreement in categorising the novel, Kodre acknowledges the main 
point of the novel is to present ordinary situations from different perspectives, which he 
captures not only in mimicking the syntax but in details as well. Examples of this can be 
found throughout the novel every time he surprises the reader with unusual metaphors, similes 
or combinations of nouns and adjectives: 
 “Beseda buldožer mu je zaplavala skozi misli in iskala mesto, kamor bi se lahko 
zasidrala.” (Adams 2017, 10) 
 “kot bi človek grgral razkužilo in se zraven boril s tropom volkov” (Adams 2017, 49) 
 “prisrčno zasovražilo” (Adams 2017, 29) 
It can be determined that Alojz Kodre succeeded in mimicking Douglas Adams’ dark humour 
based both on fresh wording as well as uncommon and concrete imagery. 
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6 Conclusion 
After the first phase of reading and rereading the translation, it can be said that the translated 
text does stand. It is a well written and an entertaining novel in its own right. It is difficult to 
objectively determine the reasons behind this evaluation beyond the most elementary sense of 
a native speaker required by Berman. While the issue of an objective evaluation persists, there 
is no doubt that the text is enjoyable to read. Kodre adhered to the rules of Slovenian and 
masterfully bent them to create a pleasant-to-read style full of laughter-inducing wordplay.  
The objectiveness of the method is still somewhat doubtful since this critic, at least, was 
unable to forget the existence of the original while reading the translation and vice versa. 
What was noticed most during the readings were the passages in the original that are most 
interesting to translate and the passages in the translation that look intriguing with respect to 
discovering what original formulation was the basis for their creation. 
Beginning with an independent reading of the translation does enable the critic to avoid 
putting it into a secondary position immediately, but that does not mean the two texts are 
equal in the critic’s mind. Reading the translation first makes it a primary text. An interesting 
phenomenon to note here is the different experience of the two texts. The translation felt 
wholly whimsical. Every word exuded humour and whimsy making the critic laugh out loud. 
In comparison, the original felt serious. It was still absurd and whimsical but not all the time. 
It felt like somebody set out to seriously describe a tragic sequence of events. 
The difference could be attributed to the difference in diction. Perhaps the translator Alojz 
Kodre missed the fairly obvious general feeling. A more plausible explanation lies in his 
translation project where he determined The Hitchhiker's Guide to the Galaxy to be a 
philosophical collection not meant to be taken seriously, whimsy being its main quality 
together with making people think when confronted with the fact that not everything is as they 
see it. His translation project is based on the idea that the translator’s task is to capture the 
author’s idea instead of translating word for word. Him considering the main idea in the novel 
to be whimsy and shifting thinking patterns, he subjected everything to it without being afraid 
of making errors in the science used as he is very well familiar with that. The carefulness to 
correctly transfer everything to Slovenian extended from scientific jargon to seemingly 
nonsensical combinations of words so that they retained the same degree of absurdity and 
logic as well as remain entertaining to the reader as Kodre believed Adams intended. 
Although he largely succeeds in doing so, the parts that are supposed to be ordinary, such as 
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the character of Arthur Dent and his life before being whisked away into space, appear dull to 
a comical degree in the translation. 
However, as the first impression is not to be trusted according to Berman, an attempt at an 
objective analysis must follow. In the comparison based on the translation project, it has been 
discovered that Kodre successfully realised his project. The intriguing expressions stem from 
his dedication to bring whimsy to every part of the novel and in general he realised the idea he 
set out to do. Only two mistakes have been discovered and explained on the basis of Kodre’s 
translation horizon and position. One of the perceived mistakes is not a mistake at all but an 
example of vivid hyperbole explained by his translation project. 
Whether a work is worthy of such lengthy analysis depends on the person undertaking it. 
Adhering to Berman’s wishes of not being prescriptive in telling translators or critics what to 
do, the judgement regarding the sensibility of the task will be left to the critic. However, the 
present thesis can make the decision easier in so much that it can be said that the process is 
indeed lengthy and complex. Several readings of the translation without thinking of the 
original, the readings of the original, researching the author and the translator, reading what 
they wrote on reading and translating, determining the translator’s position, project, and 
horizon, the parallel reading of both works, the comparison, and finally the analysis mean that 
this process requires an especially determined and patient critic who would thoroughly go 
through all the steps required in Berman’s analysis. Including reading everything the author 
and the critic of the evaluated work ever wrote, which could be extremely difficult with more 
prolific authors, but it would provide immense insight into their respective styles and 
methods. 
With this method, Berman aspired to create a practice of translation criticism that differs from 
the others in that it is easier to undertake due to it not being erudite or formalist. He does 
indeed reject any sort of prescriptivism and focuses rather on determining whether the 
translator succeeded in realising their own translation project without judging it according to 
what he believes to be outdated standards. However, the method he proposes still includes 
dealing with a vast amount of knowledge and therefore is a difficult and complex task. Instead 
of making it easier, he makes it more difficult, albeit through a comprehensive framework of 
clearly defined steps. 
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The thesis thus contributes one practical application of Antoine Berman’s method to the 
existing science on translation criticism. The importance of this is twofold. Concretely, Alojz 
Kodre’s translation of the novel The Hitchhiker's Guide to the Galaxy has been examined 
from a new viewpoint, bringing fresh perspective to its existing and possible future analyses. 
On a larger scale, this application of Berman’s method serves as a sample that can, in addition 
to other such projects, be used for further research. 
It has been discovered that the method used is indeed an excellent stepping stone on the path 
to determining a universally acceptable comprehensive, easy, and objective method of 
translation criticism. Despite it being a time-consuming method, it will have to be applied in 
many more examples if it is to be determined with certainty whether it is useful such as it is.  
If not, additional research will be able to answer the questions of what is worth keeping and 
what is not. The thesis at hand finds that recreating the translation project on which the 
subsequent analysis is based is worth preserving because it keeps prejudice and prescriptivism 
at bay, although it cannot do away with them completely. Another aspect of the method that 
has also been found useful is putting the translation at the centre for the same reason. The 
disadvantage of the method is its scope. Despite it being easy to follow, the process is 
extraordinarily long, which could be a deterrent to some critics. 
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Izjava o avtorstvu 
 
Izjavljam, da je magistrsko delo v celoti moje avtorsko delo ter da so uporabljeni viri in 
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